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THE ART AMATEUR 



it is necessary to have a sharp stiletto with which the 
gold thread may be pushed through the ground at the 
beginning of the work. The end needs to be very firmly 
secured with several close stitches, or it is apt to slip 
afterward and spoil the work. A pair of surgeon's 
tweezers are also almost a necessity. They serve to turn 
the gold at the ends of the rows and to hold it in its 
place, while the right hand is employed in stitching it 
down. Many ladies also prefer the fine bent scissors 
which surgeons use to any others, and they are no doubt 
extremely convenient, besides being of better steel than 
any mere embroidery scissors. 

The difference between the gold thread known as 
" passing" and the Japanese and Chinese gold so much 
used in modern embroidery has already been pointed out. 
In using the latter it is always necessary to keep giving 
it a twist with the left hand to prevent the paper with 
which it is made from unwrapping. The gold itself, being 
perfectly pure, does not tarnish, but the purchaser of this 
gold should be always satisfied by actual chemical test 
that it is genuine, as the imitation which has lately been 
brought into the market cannot be detected in any other 
way. It has, however, no gold whatever about it, and 
tarnishes even with the heat of the hand during use. 
Where pure Japanese gold thread can be obtained, it is 
to be hoped that no embroideress will use imitation golds. 
However they may be lacquered — and the worker may 
be led to believe that they are so protected — they are 
rubbish, cheap and worthless, and it is absurd to waste 
labor on them. 

Some of the stitches to be described in the next chap- 
ter can only be executed in passing, as the gold thread 
itself must be drawn through the material, of which the 
paper-covered gold thread will not admit. All the stitches 
already described, and many others, however, can be 
worked in Japanese or Chinese gold thread. 

The beautiful gold work of the antique ecclesiastical 
embroideries — although some of it is seven hundred years 
old — is as bright as when it left the hands of the worker. 
It is. of course, all pure gold, some of it actual wire made 
of the precious metal and some manufactured into a close 
thread with silk. In either case it could be freely passed 
backward and forward through the ground, like any other 
thread. 

There is no question whatever about the superiority of 
passing over paper gold. It is sold by the weight, and 
has this advantage, that however old and worn, old gold 
thread can always be sold at the current price of gold. 
The embroideress, therefore, who wishes her work to 
last and be beautiful forever, wHl use the pure gold pass- 
ing , but for the beginner, as well as for those to whom 
the great expense of gold is a consideration, the modern 
gold thread of China and Japan will serve very satis- 
factorily. L. HiGGIN. 
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NOTES AND HINTS. 

To photograph silverware is somewhat difficult, 
owing to the white or frosted parts impressing^ the sensitive film 
before the burnished portions, which in silver, under certain con- 
ditions, are practically black. But if the burnished portions be 
dulled, much of the difficulty vanishes. One method of dulling 
the surface is by dabbing the burnished or excessively bright 
parts lightly but evenly with a piece of glazier's common putty. 
Afterward the putty is easily removed by brushing it over with 
clean, dry whiting or, better still, precipitated chalk. If the 
putty itself is made of precipitated chalk, all chance of scratch- 
ing the surface of the silver will be avoided. A little of the 
chalk mixed with almost any kind of oil will answer. 

Articles which do not require much handling, may 
be gilt quickly without a battery as follows : One part of chloride 
of gold and four parts cyanide of potash are dissolved in boiling 
distilled water, and the gilding fluid is ready; the articles are 
hung into this hot solution, tied by a fine copper wire to a strip 
of zinc, scratched clean, and left in it for a few minutes. 

To prevent silvei:ware from tarnishing, paint it with a 
soft brush dipped in alcohol in which some collodion has been 
dissolved. The liquid dries immediately and forms a thin, trans- 
parent and absolutely invisible coating upon the silver, which 
completely protects it from all effects of the atmosphere. It can 
be removed at any time by dipping the article in hot water. 

Workers in water-colors know well the delightful 
stage when their paper, after being damped, is only just not 
dry ; when washes work freely and evenly, dry slowly, and allow 
a little time for thought. They know how short is the duration 
of this happy condition, especially in open-air sketching on a 
sunny day. Mr. Stephen Clift, with the " Balneograph," makes 
it last as long as the painter chooses. The apparatus consists 
simply of a japanned metal tray about half an inch deep, having 
the edges turned over about half an inch, so as to form a trough 
round three sides of the tray. A sheet of extra thick blotting 
paper is laid at the bottom of the tray and thoroughly wetted. 
The superfluous water is then poured off, and the paper on which 
the painting is to be done is then wetted and laid carefully upon 
the blottinjg paper so as to be in contact with it throughout. If 
now the tray is set on edge, and the water kept standing in the 
trough, the blotting paper will remain soaked, and keep the pict- 
ure damp. All who like ** working wet " will, no doubt, find the 
Balneograph a boon, and many amateurs may be saved from the 
anxious haste that often spoils a sky, for instance, from the fear 
of hard edges and patches. "We have found by experience," 
says The (London) Artist, ** that the paper is kept in capital con- 
dition, not too damp, but just damp enough, and we heartily 
commend the apparatus to the notice of water-colorists." 



PAINTING " HILDA " IN MINERAL COLORS. 

Mrs. J. A. W., Tacoma, W. T.— To paint in mineral 
colors Miss Rosina Emmett's design, " Hilda," published in The 
Art Amateur for last January, make the sky blue, deeper overhead 
and growing lighter and warmer toward the horizon. The doves, 
which are white and gray, flutter in front of the window arch of 
gray stone. The girl, " Hilda," who is tending the lamp while 
feeding the doves (as recorded in Hawthorne's " Marble Faun"), 
wears a dress of pale yellow, very gray in quality. The walls are 
of gray stone, and a deep red vase, holding a white lily, stands under 
the brass lamp and white marble Virgin. In painting the sky use 
sky blue. The dress is washed in with mixing yellow and shaded 
with a very little gray. For the walls use dark brown. Paint the 
vase with deep red browni shaded with iron violet. In painting 
the white lilies leave out the lights, and shade with a gray made from 
ivory black and sky blue, adding a little ivory yellow in the 
warmer parts. To paint the hair, which is dark reddish brown, 
use sepia. The complexion is laid in with ivory yellow and flesh 
red No. 2, using a double quantity of yellow and blending the 
tones in finishing. To paint the brass lamp use jonquil yellow 
shaded with brown green. The doves are painted, some with 
dark brown in different shades, leaving out the lights, and others 
with ivory black and sky blue. 



judge whether there is the proper amount of each color to produce 
the tint wanted. This wash must be put on thin and lightly, using 
the larger brush well filled, beginning at the parting of the hair, 
and continuing over the face and neck ; no care need be taken 
that it should not go over the background, collar, and dress, g[s 
after the second flesh-wash is also applied, and both are quite dry, 
all that is superfluous can be removed ; also wash the hands and- 
any part of the flesh shown in the same way. Unless passed over 
the portrait quickly the wash will look blotchy or streaky. Let 
this become thoroughly dry before using the second flesh-wash, 
which is pink madder alone, very thin, and put on with extreme 
lightness, so as not to disturb) the color beneath, or it would give 
a scarred look. 



AN A UTUMN LANDSCA FE. 

Y. Z., New York. — The charcoal-drawing by Allong6 
may be done in oil or pastel according to the following scheme of 
color, which will be equally suited to both. The scene represents 
the woods in early autumn. The background is light hazy gray 
green, with some warm touches suggesting the changing season. 
A little bit of blue sky is seen over the tops of the distant trees 
and breaks through the branches higher up. In the middle dis- 
tance, the foliage is a warmer green with brighter red and yellow 
touches. The bare, straight tree trunks are relieved against the 
gray background, and, though much darker in value, are yet quite 
gray also. The large dead tree in the foreground stands out 
strong and dark against the sky and distant landscape. Make this 
tree rich and warm in the shadows, but rather gray than brown in 
the lights. In the immediate foreground the bushes are hung 
with yellow and brown leaves, while the short grass is a very 
warm green and some of it is dried up and yellow. Make the 
path reddish yellow in the foreground, becoming grayer and cooler 
in tone as it recedes into the distance. To paint this in oil colors, 
use for the sky, cobalt, white, a little light cadmium, a little 
madder lake and a little ivory black. Make the blue lighter and 
warmer in quality where it meets the tops of the trees, letting the 
darkest blue be overhead. For the distant gray green trees, use 
cobalt, white, light red, ivory black and a little yellow ochre. In 
the cooler touches substitute madder lake for light red. In the 
greens of the middle distance, use cadmium in place of yellow 
ochre and add raw umber in the shadows. For the foreground 
grass use Antwerp blue, white, light cadmium, vermilion, and 
ivory black. In the shadows use burnt sienna, light cadmium, 
white, Antwerp blue, ivory black and raw umber. Paint the tree 
trunks of the middle distance with ivory black, permanent blue, 
or cobalt, white, madder lake, raw umber, and light red. The 
large tree in the foreground is painted with raw umber, white, 
ivory black, burnt sienna, and a little permanent blue. The 
yellow grass with yellow ochre, raw umber, burnt sienna, white, 
and ivory black. For the road, use light red, yellow ochre, white, 
raw umber and ivory black. 

As to giving the equivalent colors in pastel, we would say that the 
whole system of pastel is so different from oil painting that it is 
impossible to do what you ask. The pastels come in every con- 
ceivable shade of color and are not made by mixing two or three 
together as in oil. For instance, instead of mixing blue, yellow, 
white, red, and black, to make a certain tone of green, you 
select from your box exactly the shade you want and rub it on the 
paper. The colors may be qualified somewhat by rubbing others 
over them, if too light or too dark. 



FAINTING TULIFS IN MINERAL COLORS. 

Edna, Lynn, Mass. — The treatment in mineral colors 
of the tulip design published Icist June (Plate 442) is as follows: 
For the partly hidden flower at. the top use jonquil yellow, putting 
on two coats of this color on the inside of the petals and but one 
on the outside. Brush on this color in broad touches, so as to 
give deep tones on the edges of the petals, leaving the paler color 
in the high lights. Shade the flower with brown green, used 
delicately on the inside of the flower and in stronger color on the 
outside. The flower on the top may be painted in orange yellow 
in the same manner as the first one. The cluster of petals should 
have the same coloring and deeper shading of brown green, mix- 
ing with it a little ivory black. On the outside of the petals touches 
of orange red may be placed, as indicated by the shading in the 
design, if desired. The color will need to be used in its full 
strength if put over the yellow, and to insure a deep tint erase the 
yellow from the china before putting on the red. Shade over 
both yellow and red with the brown green. The other three 
flowers may be painted in redS, using orange red for one and 
deep red brown for the other two. In painting with orange red 
use the color in medium strength for the first wash, and in putting 
on the second let the color be deepest at - the base and the edges 
of the petals. Shade with brown green. A little brown No. 17 
may be added to deep red brown for a few dark touches. Around 
the stamens leave a patch of yellow, which may be shaded with 
brown green, and with brown green and a little black added where 
gray tints are desired. When using deep red brown put on a 
medium wash, then add the color stronger for the broad touches 
of the second coat. For the high lights erase color from the 
china, and put on a broad touch of pale color, made by mixing a 
very little deep blue with deep purple. For the stems mix deep 
blue with grass green, adding a very little black. The color 
should be somewhat pale and of a greenish gray. Use the same 
color for the leaves, adding a little deep purple to brown green for 
shadows on leaves in perspective, and using brown green alone 
for shading grasses, stems and other leaves. Mix deep purple 
with ivory black for the stamens. Outline with deep purple and 
brown No. 17, mixed in equal proportions. 



FLESH TINTS IN FHOTOGRAFH COLORING. 

J. B., Cincinnati, (i) Avoid the aniline colors sold in 
bottles, which are harsh and fugitive. Goto some responsible 
local dealer in artists' materials, like Emery H. Barton, opposite 
the Arcade, and ask for the best water-colors, either moist, in . 
little pans, or in cakes. (2) Supposing that you are using the 
latter, for the first flesh-wash put two drops of water on the palette, 
and rub down raw Sienna, close to it the same quantity of Naples 
yellow, and a third patcli of pink madder,. but about as much 
again of this as of the other two if for a' tolerably fair skin, and 
the fairer the complexion the more pink madder ; should the 
complexion be very dark, add a little Vandyck brown. With the . 
brush mix all th^e together. A little practice will enable you to 



• EMBROIDER Y HINTS. 

Arachne, Troy, N. Y. — (i) Arrasene is a species of 
worsted chenille, but is not twisted round fine wire or silk, like 
ordinary chenille ; though it is woven first into a fabric, and then 
cut in the same manner. It serves to produce broad effects for 
screen panels, or borders, and has a very soft, rich appearance 
when carefully used. It is made also in silk ; but this is inferior 
to worsted arrasene, or the old-fashined chenille. (2) You nright 
take your color scheme from the following description of a piece 
of silk embroidery in which it was charmingly carried out : The 
ground was bronze green satin; upon it were worked sprays of 
convolvulus springing from a vase of gray satin ; the convolvulus 
flowers were white, edged with a pure blue — not the purplish blue 
of the natural flower, for that would not have harmonized so well 
— and yet there was nothing unnatural in the effect of the color. 
The leaves were of yellow and gray greens, and the stalks a 
brownish green. Then, to give warmth and life, some sulphur, 
butterflies hovered over the garlands. Thus, though in thecplor- 
ing of the design the comp)onent parts only of the bronze green 
ground were used, the effect was perfect. This piece of work was 
for the front of an upright piano, and its quiet cheerfulness re- 
placed with admirable effect the usual unmeaning fretwork lined 
with silk of some raw color. 

B. S. T., Brooklyn, N. Y. — The transfer of old em- 
broideries on to a new ground is usually done by applique. In. 
transferring old needlework, it is necessary to cut away the ground 
close to the edge of the embroidery. It is then placed on the 
new material, which has been previously framed and the outline 
tacked down. The best way of finishing is then to work in the 
edges with silks dyed exactly to match the colors in the old work. 
If properly done it is impossible to discover which are old and 
which new stitches, and, except by examining the back, that the 
work has been transferred at all. Embroidery transferred in this 
manner is as good as it was in its first days, and, in many cases is 
much better, for time often has the same mellowing and beautify- 
ing effect upon embroideries as upon paintings. 



" THE FIGHTING GLADIATOR.'' 

A. F., Elizabeth, N. J.— The "Fighting Gladiator " is 
not a gladiator at all. The heroic nudity of the figure shows it to 
have been a work of ideal character, jprobably dedicated to a 
legendary celebrity. Thiersch thinks it may be Achilles contend- 
ing with Penthesilea the Amazon. Differing^rom other antiques, 
which are complete in themselves, this figure needs many acces- 
sories to explain its action. We must ini^gine an opponent on 
horseback, to which the intense upward gaze of the hero is direct- 
ed ; and fancy must- supply too, the sword in the right hand, and 
the shield, of which only the strap remains around the left arm. 
This splendid piece of work is signed " Agasias, son of Dositheus 
the Ephesian," and it is probable that it is not the copy of any 
other masterpiece, but an orijg^inal conception. It is the only 
antique athlete represented in what modems would grant to be 
"fighting condition." Its lean, sinewy tension is admirably ex- 
pressive. The period of its sculpture may probably have been 
about 400 B. c. It was found buried in the sea-coast sands at 
Antium, near the palace of the Roman emperors, on the ispot 
where, a century earlier, the Apollo Belvidere was found. A 
whole family of Ephesian artists seems to be indicated in the 
name of Agasias, so common on antiques — a family finally extinct, 
perhaps, in Roman subjugation, with that Agasias of Delos who 
lived a hundred years before our era. The " Fighting Gladiator" 
became the property of the Borghese family. Napoleon bought 
in 1808 the collection of antiquities in the Borghese villa, 255 in 
number. The '* Gladiator " is now in the Louvre. 



' ENDOLITHIC" 



Brampton, Montreal. — " Endolithic " is an invention 
of Dr. Hand Smith, an Englishman. It has not been introduced 
into this country, and we cannot speak of it from personal knowl- 
edge. Cassell's Family Magazine, in mentioning ** Endolithic " as 
furnishing a ready mode of duplicating pictures for house decora- 
tion, says : •' Suppose, for instance, that you resolve to have two 
panels of marble let into the sides of your mantel-piece ; you will 
paint the design on the surface of the marble, send it to undergo 
the * driving-in process,* with instructions that a cross-section is 
to be cut off, and, without farther trouble, you have your paint- 
ing and the duplicate. And this slicing off can be repeated, the 
picture remaining indestructible as far as the color has been al- 
lowed to sink in ... . If a tube of color is turned upside down on 
a block of marble, and left so for a sufficient length of time, the 
color will penetrate straight through the whole depth ; after that 
no more color will leave the tube, for it will not spread outward 
beneath the surface." 

A MEDIUM FOR FLORENTINE COLORS. 

Sir : Is there any sizing which will work well if mixed 
with the Florentine fresco colors manufactured by Devoe & Co. ? 
Some of the colors flake off if used alone. I have tried gum 
arable, but it makes the paint look streaked when dry. 

M. T. O., Williamsport, Pa. 

A thin solution of gum arable water or white glue size will 
answer the purpose. The gum arable used was probably too 
thick, which caused it to be streaked. 



''PRIMING'' IN SCENE PAINTING. 

T. S. T., Boston. — (i) Before the operation of " prim- 
ing " your canvas should have received a coating of size. Use the 
best double size, melting it in a kettle with a little water ; watch 
it and stir it occasionally, but do not let it boil. Brush it well in- 
to the canvas. . When it is dry, apply the priming with a broad 
whitewcish-brush. This is whiting soaked in water until it looks 
like thick white mud, to which is added strong size until the con- 
sistency of the mixture is that of cream. (2) Unless the canvas 
is very rough in texture, one priming will be sufficient. 



IV A TER-COLORS FOR CHINA FAINTING. 

H. T., New York.— The following directions for using 
Hancock & Sons* Worcester moist water-colors for painting on 
china — they may also be used Q.i paper, silk or velvet — are furnished 
by the manufacturers them.'-.tflves : Take out of the pans or tubes 
the colors required and pls.ce upon the palette, mixing with them . 
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vater (or, by preference "China megilp") to the desired consis- 
tence. The whole palette at once may be prepared, as these colors 
will keep moist for weeks, will not become fat, arid will not dry 
unless heated before a fire. Use clean brushes, i. e.^ not such as 
have been used in oils or turpentine. Prepare the brushes before 
painting by working them in the megilp on the palette. Water 
must not be used too freely or the colors will get washy. Megilp 
having a body is preferable. It bums away. After the first 
painting or washing in, hold the subject before a fire ; it will then 
become quite hard. It may now be repainted, and (the process 
being repeated) any depth and finish may be given before burning. 
When finished, dry the piece well before a fire, and the colors be- 
coming hard, may be readily packed for burning, as they will not 
easily rub." 

STUDYING FROM CASTS. 

Sir : What is the opinion of the best art instructors 
in regard to study from casts ? Should a 
student spend much time working in de- 
tail, or only obtain the form and deeper 
shades ? Should he continue many months 
in this line, or only until he thoroujghly 
understands how to study ? Is charcoal or 
crayon the better means to use, or is the 
brush better still? M. E. G., Brooklyn. 

The best method of study, and that which 
is universally taught in the art schools of 
America and Europe, is the following : 

The student, after a sufficient amount of 
elementary training in drawing from simple 
objects, begins drawing from the cast. 
Charcoal is used in preference to any other 
material, and crayon is employed in finish- 
ing only. The crayon gives deeper and 
more brilliant accents than can be obtained 
by charcoal alone and is more permanent 
in character. All studies should be laid in 
with charcoal, and when the drawing is 
correct the crayon is taken up and used to 
complete the drawing. The stump method 
is used in such studies. It is better to be- 
gin by only blocking in the shadows in 
simple masses, getting the outline and pro- 
portions perfectly correct, and securing the 
general effects of light and shade. Do not 
attempt to carry these studies any further 
until you are able to get this much as 
nearly correct as possible. What is called 
"finish " is more or less mechanical, re- 
quiring time and patience rather than any 
artistic quality. We see sometimes pictures 
which are very badly drawn and all out 
of proportion, yet most carefully finished. 
These, of course, are worthless, while a 
mere sketch which is well drawn and con- 
veys the correct impression of nature, has 
always a value of its own. Drawing with 
the brush is an eccentric method which is 
not approved by the regular schools. It is 
better to learn to draw in charcoal first, 
and then you can devote all your attention 
to mastering the difficulties of color when 
you begin to paint. 



Professional photograph colorers will tell you, however, that no 
preparation is so effective as the passing of the tongue over the 
surface of the picture before applying the pigments. 

Arran, Boston. — Touching up — or *' restoring," as it 
is called — your valuable old picture would lessen rather than in 
crease its value. You may have it •• cleaned " to restore its brill- 
iancy, or " relined," to save the canvas from rotting away ; but if 
you are wise you will have no re-painting of any part of it. 

A SUBSCRIBER, Grand Rapids.— Write to "the 
Secretary of the National Academy of Design," enclosing a 
stamped envelope for a reply, and he will give you the information. 

M. C. W., Saratoga Springs. — Portable kilns for firing 
decorated china, made by Stearns Fitch & Co., Springfield, C, 
are highly commended by amateurs who have tried them. Write 
for a circular ; it gives full particulars as to sizes and prices. — 
Thank you for calling our attention to the operations of " Mr. Cur- 



HIGff OR LO W CEILINGS, 

Sir: It has been stated here by 
an architect from the esist that low ceilings 
in private houses are the right thing, and 
artistic, and people are even having inserted 
false ceilings, to bring the high rooms down 
to the fashionable level. Having seen no 
allusion to such a change anywhere, it was 
decided to refer to you as a reliable author- 
ity in all such matters. 

Mrs. C. H. A., Kingman, Kan. 

This is a matter of taste rather than of 
principle. As a rule, we think builders 
make the ceilings in private houses too high 
to allow of .artistic treatment of the doors 
and windows. But the addition of a false 
ceiling would be a poor way to correct the 
defect ; for it would soon create a receptacle 
for dust and other impurities. The effect of 
a low ceiling can be produced by throwing 
the windows into the frieze. One way of 
doing this is to have a broad frieze coming 
two to three feet below the top moulding 
of the doors and windows. Another is to 
have a screen of stained glass, fine spindles 
or perforated wood across, making a con- 
tinuous line with the top of the door-frames, 
and placing the curtain-pole beneath. This 
method, which gives the effect of an un- 
broken frieze, we find recommended by a 
writer in the New York Mail and Express. 



SUNDRY QUERIES AN- 
SWERED. 

A. M., Bangor, Me., says : "Will 
you please tell me where I can obtain 
' Raynolds' liquid Japanese India ink,' as 
I have sent to the prominent art stores in 
Boston and they know nothing about it ?" 
Write direct to C. T. Raynolds & Co., io6 
Fulton St., New York. 

P. R. Y., Oneonta, N. Y.— The 
subject you suggest is hardly suitable for 
the purpose. 

R. F. T., St. Louis.— The light pro- 
duced by electricity gives the same spectrum 
as does the sun, and consequently does not 
effect any change upon colors ; hence paint- 
ings and the like may be seen in their true 
colors by the electric light. 

H. C. W., New York. — The coarse wrapping papers 
Dr. Dresser speaks of in The Art Amateur article for wallcover- 
ings may be bought uncut at almost any paper-house. 

G. T. C, Ira, Vt. — Any light-colored clay, perfectly 
free from grit, will serve your purpose. 

Student, Harlem. — The course of study at the 
Woman's Institute of Technical Design is the best that we know 
of for your purpose. The address is 112 Fifth Avenue. 

E. S. S., New York, asks : " What is used on photo- 
graphs to prepare them so that water colors when applied to them 
will not '*run ?" Dealers in artists' materials have various sizing 
preparations for the purpose. Newman's is generally preferred. 
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THE ENGLISH SCHOOL OF PAINTING. 

This charming work by Ernest Chesneau, translated 
by L. N. Etherington, with a preface by John Ruskin, is a valu- 
able addition to the Fine Art Library series, published by Cassell 
& Co. The original French edition was noticed in these col- 
umns when it appeared two or three years ago ; but the pres- 
ent volume has a charm of its own, if for no other reason than 
for the delightfully characteristic foot-notes in which the Oxford 
professor now and again expresses his dissent from the views of 
M. Chesneau. Speaking of R. P. Bonington, the latter says: 
" England has too lightly yielded to us the glory of this young 
genius, whom she does not sufficiently appreciate, etc." Ruskin 
remarks : ** If the young genius had learned 
the first rules of perspective, and never seen 
either Paris or Venice, it had been ex- 
tremely better for him." Chesneau writes : 
*' Turner did not always study nature." 
This is rather too much for Ruskin, who 
replies : " ' Did not sufficiently adhere to 
it ' would have been right. He studied na- 
ture more, and knew more of it than all the 
other artists of all landscape schools put 
together." And when the author, further 
on, says : " Now, there has been no artist 
in England possessing genius since the days 
of Turner," honest John exclaims : " This 
is rather too hard upon us, my French 
friend. There has not been, and will not 
be, another Turner ; but we have had some 
clever fellows among us since, who," he 
adds with delicious naivete, "could have 
made a good deal more of themselves if 
they had better minded what I said to 
them." In the admirable chapter on " The 
Pre-Raphaeliles," in which the author 
lauds "the illustrious Ruskin" in a manner 
which one might think would be highly 
embarrassing to the modest spirit of the 
latter, " the illustrious" refrains from com- 
ment. 

M. Chesneau is puzzled about Mark 
Fisher, whom he commends but mistakes 
for an Englishman. The artist's talent, he 
thinks, " has the most in common with the 
French, the least with the English school," 
which is not surprising, when one knows 
that the young Bostonian studied in Paris 
and not in London. We care less for our 
author speaking of the "outrageous" Ben- 
jamin West as an Englishman, and agree 
with him that this absurdly-overrated man 
— the honored President of the Royal 
Academy — has been surpassed by Copley, 
whose " Death of Major Pierson" is infin- 
itely superior to any historical picture 
painted by West. Washington Aliston 
(sic) is only mentioned incidentally in a 
foot-note as the teacher of Charles Robert 
Leslie, of whom most of our readers, we 
venture to say, never heard. 
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tiss, of Albany." He is unknown to us, has no authority to solicit 
subscriptions for us, nor does he in any way represent The Art 
Amateur. We employ no travelling agents. 

G. W. L. C, Redding, Conn. — (i). Gaston L. Feuar- 
dent, 30 Lafayette Place, New York, is the best person to consult 
about " ancient coins." (2). We do not know what you mean by 
" thick painting." 

Subscriber, Brooklyn, E. D. — We are at all times 
glad to inspect original designs " from any one," with a view to 
buying. The price depends entirely on the merit of the work. 
Postage stamps must be sent for the return of the designs if they 
are not accepted. The drawing should be in outline on smooth 
thick paper or bristol board, jet black ink being used. 



CHEAP REPRINTS OF RUS- 
KIN' S WORKS. 

The works of John Ruskin com- 
plete, as they originally appeared in Eng- 
land, are, as our readers probably know, 
extremely rare. Indeed, a set is not to be 
bought for less than $600. Hitherto, how- 
ever, John Wiley & Sons have supplied the 
American demand for most of the writings 
of the great critic. Not long ago we re- 
ceived from those publishers, under the 
title " Art Culture," a very useful hand- 
book of art technicalities and criticisms 
selected from his works, and recently, neatly 
bound in boards, "The Pleasures of Eng- 
land," lectures by Ruskin delivered at Ox- 
ford, and Part 6 of Francesca Alexander's 
translation of " Roadside Songs of Tus- 
cany," edited by the learned doctor. Now 
comes John B. Alden, another New York 
publisher, who announces that he will pre- 
sent, "complete in 15 vols., crown octa- 
vo, all the writings of Ruskin which are of 
more than transient or local interest," con- 
taining " all that is included in any other 
American edition hitherto published, and 
neariy 3000 pages additional," with numer- 
ous colored and uncolored plates, the whole 
to be complete for $18. He sends us a 
specimen volume containing " The Seven 
Lamps of Architecture," "Lectures on 
Architecture and Painting," " The Queen 
of the Air," and " The Ethics of the Dust." 
The printing and paper are good for the 
price, and the plates are faithfully repro- 
duced by the photo-engraving process. 
How the colored plates will look when they 
are reached we cannot pretend to say : if 
they do not suffer greatly by the cheapen- 
ing process we shall be surprised. But this 
much is certain : while to the majority of 
English readers " Ruskin" is virtually a 
sealed book, owing to the difficulty of ob- 
taining his complete works — he has refused 
to republish them — the enterprise of Amer- 
ican publishers, made possible by the ab- 
sence of an international copyright, puts 
the coveted volumes within the reach of 
every art student. 



LITERARY NOTES. 

^ The entertaining and instructive Art at Home se- 
rfes of hand-books treating on "Collecting, House Decoration, 
Music and Dress," by W. J. Loftie, the Misses Garrett, John Hul- 
lah and Mrs. Oliphant respectively, published in separate volumes 
by Macmillan & Co., has been reprinted and bound into a single 
book by Porter & Coates, of Philadelphia. This unauthorized 
edition is not so attractive typographically as the original, but we 
presume it is cheaper. 

Landscape, by P. G. Hamerton, was noticed fully 
in these columns a few months ago, when the superbly-illustrated 
original English edition appeared, Roberts Brothers, of Boston, 
have bi ought out, uniformly with " The Graphic Arts," an Ameri- 



